stands for (or can even be compared to) the trauma of the Holocaust. Much debate in memory studies has engaged with precisely this problematic; in bringing different kinds of traumatic events together with the Holocaust, how far are they being compared, and does this then deny the singular horror of the Nazi genocide?
2 My argument is, however, that, rather than setting up such an equation, Lambrichs's novel brings into play another series of mirror-images, and that, ultimately, it engages with issues of guilt and responsibility, specifically in relation to France's collaboration with Nazi persecution of the Jews and to its role in the Holocaust.
The novel takes the form of a diary, which runs intermittently from 1943 to
1962
. 3 The narrator-protagonist -or diary writer -is Hannah Périer, a Belgian Jewish woman (who, however, up until the war, had never identified as Jewish). She is married to a French gentile man and living in Paris (and later in the countryside near Versailles). In 1943, Hannah (who temporarily takes the name Anne in order to conceal her Jewish identity in Nazi-occupied Paris) becomes pregnant and, very reluctantly, has an abortion in a Swiss clinic at the instigation of Robert, her
Resistance activist husband. Fearing they may need to flee Paris in order to protect Hannah, Robert cannot countenance another child (the couple already has a young daughter, Colette). Meanwhile, Hannah is without news of her parents and sister in Belgium, whom she later discovers to have been deported and to have perished in the Holocaust. This multiple trauma -the coerced abortion, the loss of her family, the Holocaust -predictably mark Hannah for life.
While still pregnant, Hannah dreams of her baby, and, after the rather late abortion of the baby girl, these dreams continue… for the next twenty years.
Hannah's dreams are particularly unusual, not only for their duration, but also because they are more like waking dreams. They neither follow the normal oneiric logic of 4 condensation and displacement, the blurring of time, place and identity, nor do they constitute repetitive flashbacks, the reliving of the past as if it were the present, which is a common effect of trauma. Rather, in Hannah's fantastic dream world, which she keeps completely secret for fear of being considered mad, Louise -as she names the daughter who was aborted -lives and grows up in real time, just as if she had not died. Significantly, Hannah's lost family also populate this haunted dream world.
Lambrichs's novel is one of several on the topic of abortion by contemporary women writers, to the extent that Christine Détrez and Anne Simon describe it as 'un nouveau topos littéraire' (Détrez and Simon 2006: 143) ['a new literary topos']. 4 That the novel works on several levels is confirmed by the variation in its press reviews.
Some reviewers of the novel, for example Michèle Bernstein (1993) and Wendy N. Greenberg (1995) , read it as an anti-feminist or anti-abortion text. Others, like J.-M.
de Montremy (1993) and Jacqueline Remy (1993) , describe it as a psychological drama, while Caroline Eliacheff and Nathalie Heinich (2002: 356-8) refer to Lambrichs's novel as an example of a mother's difficulty in mourning the loss of a daughter. However, some reviewers, such as Viviane Forrester (1993 ), Pascale Frey (1994 and Monique Verdussen (1993) , are more attentive to the historical setting of the novel and have interpreted it as a contribution to the memorialization of the Holocaust.
In Lambrichs's text, Hannah's dreams are, undoubtedly, her psyche's way of protecting itself in the face of traumatic loss. They are testimony to the 'ongoing experience of survival', to the 'endless impact on a life' that trauma signifies (Caruth 1996: 7) . This dimension of the work has been explored by Victoria Best (2002) , who, in the only substantial study of Lambrichs's novel to date, analyses it in terms of both the limits and the creativity of dreams in relation to trauma. While inspired by Best's insightful analysis of Hannah's dream life and the workings of the psyche in relation to traumatic loss within the novel, my own discussion of the ethics of the literary aesthetics of the text necessarily takes a somewhat different path. First, I analyse the structuring dynamics of the novel, then I turn to the historical context of its setting and writing, before going on to assess the ethical impetus of this strange and haunting example of trauma fiction.
The literary text
According to Lambrichs, the diary format imposed itself on the novel: 'c'était la seule manière de l'écrire puisqu'il s'agit de la vie intime d'Hannah' ['it was the only way to write it since it concerns Hannah's intimate life']. It also enables a quasimetafictional, reflective dimension, which I will come back to later. The text is dated chronologically, to evoke a diary that is kept intermittently over a number of years (see note 3 for the main structure). Within each of the five periods -1943, 1947, 1948, 1954 and 1962 -uneven gaps occur in the diary entries, sometimes days, sometimes weeks and sometimes months. Some entries are very short, just a line or two, others are several pages long. As well as reflecting the fragmentation and ellipsis symptomatology of trauma, this kind of uneven format also reinforces the vraisemblance of the novel as a diary, which is in fact based on a real medical case study. 5 The choice of historical setting and thus the decision to link the trauma of the abortion with that of the Holocaust are, however, Lambrichs's own. considers her baby to be 'une victime de cette guerre ignoble' (Lambrichs 2002: 39) ['a victim of this unspeakable war'] as much as her family is. Moreover, the doubling motif of the house with its two little girls, recurring at key points across the extent of the novel, from start to finish, serves to intensify the long-lasting sense of trauma and loss that the novel inscribes: the two girls first mirroring Hannah's two daughters (Colette who lives and Louise who was aborted) and then Hannah herself and her 8 sister (the latter deported and dying in the Holocaust, the former escaping that fate).
But is this the sum of what is behind Lambrichs's choice of setting for her fictionalized version of a real-life case study? In order to explore this question further, I now turn to consider the historical contexts of the setting and the writing of the novel.
Historical context: issues of guilt and responsibility
Hannah's traumatic response to both the abortion of her daughter and the loss of her parents and sister involves a great deal of guilt and explicitly raises questions of responsibility. Haunted by her dreams, Hannah is consumed by guilt, over the abortion, on the one hand, and over the loss of her family in the Holocaust, on the other. As far as the abortion is concerned, Hannah's guilt does not seem to revolve around the illegality of abortion in France at that time, although it is a factor, especially as it makes abortion a taboo, a guilty secret that must be kept. 7 In choosing Switzerland as the venue for the termination, however, Lambrichs obviously does not mean to dwell on the illegal aspects (as opposed to Ernaux [2000] who recounts an illegal abortion within France). Nonetheless, it implicitly puts Hannah outside the law, and thus reinforces (mirrors) the already and more dangerous clandestine nature of her position as an undeclared Jewish woman in occupied Paris. Hannah feels so guilty over such a long period of time because she feels implicated in killing the child she wanted so much, especially given the historical context of the Holocaust, where so many Jews, including babies, were murdered. In her own eyes, she too is partly responsible for killing a Jewish baby.
Hannah's guilt increases when she finds she is sterile due to the abortion; thus she has lost not only one child but implicitly all the children she could have had and Hannah also suffers from guilt in relation to her deported and murdered family: the guilt of survival. This common reaction to traumatic loss is exacerbated by the fact that, in changing her name in order to save herself, Hannah effectively denied the Jewish identity neither she nor her family had ever really claimed, but for which they had died while she lived. She also relates her post-abortion sterility to survivor guilt, mourning the 'seul acte qui à mes yeux justifiait la mienne' (90) Hannah's aborted daughter Louise could be seen as a literary symbol for other children lost in the Holocaust but, as we have seen, the mirroring dynamic also constitutes an exploration of guilt that renders this novel more complex, and this is where, I argue, its principal ethical impetus lies.
As mentioned above, Hannah's diary entries also include an important reflective element. On the one hand, she muses on her diary writing, on the role that writing plays in holding on to her self-identity, in externalizing her dream life, and, importantly, in working through her traumatic response and her own feelings of guilt 13 and responsibility. On the other hand, she reflects on Jewish identity, and on questions around remembering and forgetting, on 'ces plaies qui jamais ne se referment ' (79) ['these wounds that never heal' (58)] and 'la mission […] de se souvenir. Pour les suivantes' (114) ['our mission (…) to remember. For the generations to come' (88)].
Here, her reflections look beyond her own problems to issues with which French society is grappling: wartime collaboration, ongoing anti-Semitism and racism, and the even more universal issues of humanity, war, peace and ethics.
Before concluding, it is necessary to address two further aspects of Colette miscarries her first child, Hannah's fears that her daughter will suffer a similar traumatic reaction to her own are allayed when Colette takes it philosophically. These developments may, however, be rather too neat -much like the 'happy ending' discussed above. Yet their very neatness serves precisely to disturb the reader from too straightforward a reading. So, rather than conforming to Abraham's and Torok's phantoms which are the 'subject of shame and prohibition' as it might at first seem, the form of haunting that takes place in this novel is, instead, more 'a productive opening of meaning' (Davis 2005: 378, 377) , which leads us out of the text to interrogate issues of guilt and responsibility more widely.
9
The reflective dimension of Hannah's diary entries situates her experiences and traumatic response -and, indeed, our reading of them -in a wide frame. Rather than simply linking individual and collective trauma, Lambrichs's Journal d'Hannah is also an innovative engagement with France's belated efforts to come to terms with, to work through, the dark aspects of its wartime past, a past which, as Johnnie Gratton 
